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on meritorious ex- 


the Queen Anne re- 


pedients. I under- 


vivalin thiscountry 
there was an East- 
lake régime; but as 
this is now fully 
thirty years ago, it 
is hardly fair to ask 
the average reader 
if he remembers it. 
A number of fea- 
tures were, at this 
time, borrowed from 
the ancient Swiss 
chalets, but carica- 
turedalmostbeyond 
recognition. I sup- 
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SWISS CHALET 


stand there were, 
once upon a time, 
some martyrs of the 
Inquisition who en- 
couraged the same 
perversity of spirit, 
and they had no 
tangible proof either 
of just whose the 
true God was; but 
anybody who takes 
the trouble may dis- 
tinguish true art. 
And it is then that 
the straight and 


pose they were trying to rig up some kind of 
a “New art” then. “The modern American 
house” of that period had Swiss gables— 
at least they were intended to be—but 
battened perpendicularly, and loaded with 
a species of ornament directly derived from 
the meaningless peregrinations of the active 


narrow path of duty becomes the great- 
est pleasure of life. 

I am informed that the exposed timbers 
of modern chalets in Switzerland are 
treated with refined linseed oil. The 
timbers of “Kingdor” had two applica- 
tions of creosote stain. The delightful 


jig-saw. It was, indeed, a cheap-looking 
substitute for the hand-carved enrichment 
of the Swiss chalets themselves. 

As it is, an architect who does not pros- 
titute what talents he has to commer- 
cialism, and compromise with the very 
popular dollar-books of cheap designs, is 
conceived to stand in his own light by most 
economists, who cannot understand, for 
the life of them, how any sensible being 
would rather starve at his art than flourish 


patina of the old chalets is undoubtedly 
the work of time. Linseed oil, it seemed 
to me, would only remain upon the surface 
of the cypress as a resinous exudation, 
catching every particle of dirt and sogt In 
the atmosphere, till it would be black in 
a year, which is not the kind of patina we 
are after. Of course we do not expect to 
live long enough to see any patina upon 
the timbers of our chalet; but i will be 
there, and all in good time. 


Tue Romance or A PicruRE.— There 
has just come tolight in Bristol an interest- 
ing romance of a picture. For some years 
there has been hangingin the Bristol Young 
Men’s Christian Association a picture en- 
titled “The Holy Family.” The owner 
lent it for a long time, and once proposed 
that the Association should buy it. He 
did not wish to drive a hard bargain; 
the picture was obviously a good one; it 
was 44x6 feet. Would the Committee like 
to buy it for fifty dollars? “If you would,” 
he said, “I am so much in sympathy with 
your excellent work that I am willing to 
contribute twenty-five dollars myself tow- 


ard the purchase money.” But the Com- 
mittee felt that they had more important 
demands for their funds, and they replied 
accordingly. By and by the owner died, 
and the executors began to realize his 
estate. The picture was looked up and 
the work was ordered to be packed and 
sent to London for sale. Judge the satis- 


faction of the executors when they received 
an offer of $35,000 for it, and were advised 
not to sell under $50,000. Experts have 
identified the picture as from the brush of 
Pietro da Cortona, the great Italian 
painter of the early seventeenth century. 
—London Chronicle. 
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The Structural Style 


By GUSTAV 


ago, the modern meaning of the 
-word “craft” was unknown in 
America. But at that time a 
young student, destined to become one 
of our national poets, profiting to the 
fullest by his Wanderjūhre, carried away 
with him from the old town of Nurem- 
berg a deep sense of the nobility of labor, 
a recognition of “the long pedigree of 
toil.” The youthful enthusiast addressed 
himself to deaf ears. Long afterwards, 
wherever the tongue in which he wrote 
was spoken, the artisan was neglected, 
and his work despised. But slowly 
these conditions have grown less hard; 
the workman is gradually gaining in 
dignity and power, the workshop is tak- 
ing on many of the attributes. of the 
school. As a consequence, society is as- 
suming a more organic form since its con- 
stituent units are growing more and 
more interdependent. As a further con- 
sequence of this increase in dignity and 
power newly conquered by the workman, 
a popular art is developing. The maker 
and the user, brought into close rela- 
tionship, are coming to understand each 
other as they have never done since the 
Middle Ages, while art is disclosing itself 
in its true nature, as an essential, a posi- 
tive necessity, of life. 
- The handful of English medisevalists 
who instituted the arts-and-crafts move- 
ment looked forward as well as backward. 
Their vision was equally clear and eager 
in both directions. They felt and knew 
that the beauty of the past could be trans- 
lated into the simplicity of the present and 
the future without loss of force and sub- 
stance. 
Superfluous belongings, ostentation, and 
luxury have always been used by the rich 
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and powerful as a means to impress and 
to awe those who were too poor to possess 
and too ignorant to understand. But asa 
knowledge of esthetic principles spreads 
among the people, as it is found that 
beauty of environment may be obtained 
by simple means and small expenditures, 
the old luxury and superfluity become like 
the methods of warfare and defense of 
past generations—methods that prove 
ineffectual before the advance of civiliza- 
tion. The mingling of the Orient with 
the West, the deep study of science and 
sociology, the influence of such artists as 
Puvis de Chavannes, have all been power- 
ful factors in the world-wide impulse 
toward simplicity in life and art. The 
leaders of all divisions of men are now 
earnestly seeking to recognize, display, and 
emphasize the structural idea; the idea 
that reveals, explains, and justifies the 
reason for the existence of any being, 
organism, or object. Art is the true and 
perfect reflection of society. Therefore 
we find symmetry among the Greeks, sub- 
limity and mystery in the Middle Ages, 
the exuberance of long repression in the 
period of the Renaissance. In our own 
epoch-making time the impulse is equally 
sincere, spontaneous, and strong. It is 
toward the expression of the structural 


idea. This is particularly true in America, 


whose leaders, experimenting because, like 
Luther in the Reformation, they “cannot 
do otherwise,” are producing results in 
government, economies, and applied science 
that draw upon us as a nation the respect- 
ful admiration of peoples of older training, 
experience, and culture. This experi- 
mentalism is firmly based and legitimately 
active. It does not produce for effect, 
or work toward pre-arranged, definite, and 
limited results. Its creations are like 
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those of nature herself. They are con- 
ceived with passion, and come warm and 
living from the matrix. Therefore, as 
art is the reflection of the spirit of the 
times, we find all about us recognition of 
what is termed in the studio and the shop 
“the American style“; a phrase to be 
avoided, since it offers a limited. and 
dwarfed conception of the great move- 
ment to which it would give a name. 

This unanimous search for the struc- 
tural idea is significant. It is the mark 
of an organic period, an assurance that 
our century will represent to those who 
shall succeed us something more than a 
cycle of years. In spite of ourselves, we 
must express the impulses of our time. 
In our works and words we must, for 
aught that we can do, represent our own 
epoch, nation, and hearts. Our sole 
power lies in properly training ourselves 
that we may not be extremists; that we 
may not misrepresent the force of our 
period, as a figure of Michelangelo mis- 
represents through exaggeration the struc- 
ture of the human frame; that we may not 
present a caricature of our nation, or per- 
vert and squander our individual portion 
of the Zeit-Geist, as an unworthy heir 
wastes the riches that he has borne no 
part in accumulating. 

Through the crafts of our time the 
structural idea finds abundant and facile 
expression. Craftsmen are devoting them- 
selves, as never before since the Middle 
Ages, to the service of practical needs. 
They are freeing themselves from ham- 
pering traditions, dispossessing themselves 
of the insistent memories of old models. 
They are swept onward in the great move- 
ment toward simplicity and nature. 

Among the crafts, that of cabinet-mak- 
ing occupies a very important place, since 
it ministers to one of the absolute needs 
of man—that is, the need of comfort— 
and since it is an adjunct, or rather a 
branch, of the building art which provides 
the human habitation. Indeed, it is not 
too much to assert that as architecture 
expresses the great aspirations of the 
times through the medium of public 
monuments and edifices, so the lesser 
building art reflects the every-day life and 
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the more intimate thoughts of those who 
fashion and of those who demand. We 
have arrived now at a moment when the 
historic or court styles of cabinet-making 
are recognized alike in Europe and 
America as phases of out-worn art. We 
turn to the belongings of Savonarola’s cell, 
of the Spanish mission houses, of the 
Flemish and Tyrolean cottages, and the 
colonial kitchens. And all these we prize, 
not because of the historical interest which 
attaches to.them (although it is great), 
but because they express frankly, and in 
the proper materials, the essential quali- 
ties of a bed, chair, desk, table, or other 
object of this class. Nor can it be said 
that we who lack tradition and precedent 
are the sole, or even the most fervent, dis- 
ciples of‘ this structural movement. As 
the “sons of our own works” in all that 
relates to art and craftsmanship, we should 
naturally be the first to reject a long-ex- 
erted and oppressive influence, just as 
colonists grown strong, break and cast off 
the yoke of the mother-country. But 
those who have been the most subser- 
vient to old ideas and fixed styles, those 
who long ruled the decorative and indus- 
trial art of the world with an unyielding 
policy, have preceded us in revolution. 
The structural idea appealed to the French 
innovators in the forms of natural growths, 
in the boles of trees, in the stalks of 
plants, and in the convolutions of flower- 
petals. But in artistic as well as political 
revolution, the French, or rather certain 
Frenchmen, were carried to excess and 
violence. The structural idea in art, like 
the basic idea of government, was per- 
verted by them, and “the wavy line,” the 
line of flame and smoke, non-structural, 
or it were better to say destructive, ap- 
peared before the world as the symbol and 
essence of the new French art. But as 
Robespierre, Danton, and Marat repre- 
sented the perverts and degenerates of the 
political cause, so the mad enthusiasts of 
“the wavy line” wronged the initiators of 
the artistic movement. The parallel 


holds good throughout its course, for as > 


France in the late eighteenth century 
destroyed the monarchical tradition and 
propagated democracy, so, in the late 
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nineteenth, she trampled upon the tyr- 
anny of historic art and pointed the way 
to freedom, although she herself, or 
rather an element of her citizenship, in- 
dulged in the wildest vagaries. But in 
spite of having wasted or perverted much 
artistic energy, France has done much 
toward disproving the statement made, 
some two decades since, by William 
Morris, that “no designer, however original 
he may be, can sit down to-day and draw 
„the form of an ordinary piece of furniture, 
or vessel, or the ornament of a cloth, that 
will be other than a development or a 
degradation of forms used hundreds of 
years ago.” 

These words when pronounced con- 
tained a large proportion of truth, but the 
progress of twenty years has largely 
reduced the measure. 

To confine our observation to our own 
country, we find, as I have before insisted, 
builders and craftsmen seeking to express 
in the products of their brain and hand the 
primitive structural idea. In beginning 
a work; they no longer ask themselves, 
“What is here precedent and tradition?” 
but rather, “What is the principle, the 
germ-concept, with which we have to 
deal?” This is true, especially of the 
cabinet-maker who, taking simplicity and 
practicality as his guides, feels that the 
furnishings of a farm-house kitchen may 
have an artistic value far beyond those 
of a costly drawing-room, if the latter be 
not wisely planned. He understands 
that the first and most dominant im- 
pression of beauty proceeds from the 
frank acknowledgment of the service to 
which the object is devoted. 

This revulsion to severe simplicity in 
cabinet-making has been criticised as 
pointing to a reversion to log houses and 
homespun, to a crudity of life incompati- 
ble with our actual ideas of culture. The 
criticism is based upon appearance rather 
than fact. It is true that our severe and 
simple style now errs upon the side of 
crudeness. Yet this very crudity, abso- 
lutely structural, is a proof of vital power, 
and is in itself a promise of progress, since 
chaos, that is, formlessness, precedes, 
never follows, crudeness, and since deca- 


dence is the natural sequence of over- 
refinement. Coming after the historic 
styles, the simple and structural arrests 
and commands attention, as it could not 
do did it resemble its predecessors, or 
seek to compromise with them. But it is 
yet in its formative period, possessing a 
debatable quality quite comparable to the 
appearance of a youth, who, lacking the 
symmetry of the mature man, attracts by 
reason of irregularities, which are nothing 
else than undeveloped beauties. 

With time, the asperities of the struc- 
tural style will be softened. But again, 
this development must not come through 
conscious effort, through continual experi- 
ment and research, such as reveal them- 
selves in the work of certain cabinet- 
makers, exponents of L’Art Nouveau in 
France, of La libre Esthétique in Belgium, 
or of the Austrian Secession movement; 
the development, in order to be sound, 
must be gradual and moderate—alto- 
gether like that of nature, which trans- 


, forms the boy into the man. 


But all comparisons laid aide, it must 
be said that in the lesser as well as the 
greater building art, the structural lines 
should be obtrusive rather than obscured. 
Such lines in cabinet-making declare the 
purpose and use of the object which they 
form, and are, in their way, as important 
as the contours which announce a church, 
an opera-house, or a business structure. 
Furthermore, these same lines must con- 
tribute to the decoration of the piece, 
which should result principally from such 
modification of the constructive features 
as will not impair their validity. 

Again, the structural lines should not be 
subjected to the indignity of applied orna- 
ment, which, in its nature as a parasite, 
never fails to absorb the strength of the 
organism on which it feeds; as is wit- 
nessed by the history of the decorated 
Gothic in both France and England, which 
succumbed beneath the luxuriance of 
floriated design. 

The final justification of the structural 
style of cabinet-making lies in its treatment 
of wood as wood; it respects the medium 
with which it deals, taking full advantage 
of its qualities, yet making no demands 
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upon it which it is not able to meet. The 
straight structural lines follow and em- 
phasize the grain and growth of the wood. 
They draw attention to natural beauties, 
which in other styles are usually lessened, 
and sometimes wholly effaced or destroyed. 
Wood is designed to be cut; and metal to 
be molded; therefore; when the craftsman 
fails to recognize these separate and dis- 
tinct methods of treatment he violates the 
intuitions of taste and the laws of logic. 

It might perhaps be well to add one 
more point to this plea for the structural 
style in cabinet-making; even at the risk 
of giving occasion for the censorious to 
ridicule the comparison of the small with 
the great, of an industrial with a fine art. 
But as democracy advances into the pro- 
vince of esthetics, the question of rela- 
tive importance, of major and minor, is 
less and less frequently raised. Or, per- 
haps, it were better to say that the ques- 
tion itself has suffered a change of base. 
It is no longer the class into which the 
work falls that stamps the thing created 
as distinguished or insignificant; it is the 
work itself which receives honor or meets 
condemnation, according,to the measure 
of inseparable service and beauty, or of 
pure, artistic pleasure that it gives. A 
small and fragile vessel of glass, a flower 
fashioned from enamels, are now honored, 
side by side, in the Luxembourg, with the 
modern world masterpieces of painting 
and sculpture. Therefore, it will not be 
considered unpardonable, as once it would 
have been, to present points of compar- 
ison between simple objects of household 
service and the temple constructions of 
the Greeks. The latter are at once the 
plainest and highest examples of the 
structural style. Their plan is a concept 
of the primitive man, and, even in their 
most advanced stage of development, the 
timber construction, so to speak, is never 
obscured. The columns, with their fluted 
shafts, recall more. vividly than words 
can do the boles of forest trees with their 
grooved bark. The frieze, with its alter- 
nate ornamental markings of vertical lines 
and circles, is but an allusion to the first 
type of the temple, when planks, set on 
edge, and tree-trunks were hastily assem- 
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bled to form a sheltering roof over the 
god, the treasure, and the worshipers. 
It cannot be too strongly insisted that 
in these temples the structural quality 
was never lost, never even greatly ob- 
scured to the eye; that the principle of 
construction involved was a question of 
weight and mass, and that from it resulted 
a whole, simple enough to be included in 
a single glance; that the impression con- 
veyed was one of harmony and repose, 
altogether different from the complex, 
stimulating impression made upon the 
mind by a Gothic structure reared upon 
the buttress system of thrusts and coun- 
ter-thrusts. Therefore, to sum up, we 
may say that these delicately refined 
temples were most simple in plan—simple 
to the point of crudeness; that in them 
the structural idea persisted to the end, 
clear and dominant; that they were de- 
veloped by the subtile modification of 
line, by ornament arising from necessities 
of construction, and appearing, therefore, 
spontaneous and natural. 

To establish this argument it is neces- 
sary only to visit some museum in which 
models of those constructions are shown, 
and, as one advances from the archaic 
style through the various stages of de- 
velopment, one feels that simplicity, even 
crudeness, of plan is the sure, safe basic 
idea of the builder, whether he practice 
the major art of architecture, or the minor 
art of cabinet-making. 

We have before referred to the necessity 
of treating wood as wood, but there is 
much more to be said in support of the 
same principle. The limitations of this 
material must not only be respected by 
the cabinet-maker; the qualities of the 
material must be cherished, cultivated, 
enhanced. From the careful develop- 
ment of the beauties of grain and-texture 
there will result much of the refinement 
necessary to soften the asperity of the 
structural lines. There will result beauty 
of color, which shall arrest the eye in its 
otherwise too rapid seizure of the struc- 
tural scheme of a comparatively small ob- 
ject. There will result a constant play 
of light and shade, infinite, and never 
repeated in its variations. To the devel- 
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opment of color and texture by legitimate 
means in the woods which he employs, 
the modern cabinct-maker should devote 
his best energies, to the end that he may 
aid in correcting a crying evil of commer- 
cialism, that he may prove the absurdity 
of the flooding glaze, which conceals and 
obliterates the exquisite work of nature, 
upon which have been bestowed the gifts 
of the Divine intelligence, and of untold 
cycles of years. 

As to the choice of woods to be followed 
by the American cabinet-maker, there is 
also a word to be said. He should work 
with native elements. The possibilities 
of our forest products are great, and, 
furthermore, the impulse of the true 
craftsman is to love and properly treat 
the materials which lie nearest to his 
hand, since they possess for him the en- 
dearing qualities of old and familiar 
acquaintanceship. As it is the impulse 
of the East Indian to carve into lace-like 
designs his heavy, close-grained teakwood, 
so it is the tendency of the American, if 
left free from the deadening influence of 
commercialism, to preserve and develop 
the greatest beauties—that is to say, the 
texture-qualities—of the oak, the maple, 
and other forest favorites in the objects 
which he fashions from them. 

Among the native woods, oak should 
receive the preference, by reason of its 
susceptibility, its responsiveness, to treat- 
ment. Under the action of “fuming,” 
and of other chemical processes, it dis- 
closes unsuspected qualities, which lie 
near its heart. If the expression may be 
allowed, it is the most human of woods, 
the most amenable to what may be termed 
the educative process; that is, the literal 
drawing out of all that constitutes its 
value. 

_ The recognition of its beauty is spread- 
ing, and is being translated into terms of 
the market-place. Its price has rapidly 
risen within the past four years, and it is 
advancing to a place not far below that of 
mahogany in public and commercial favor. 
That this is as it should be, may be said 
without disparagement to the beautiful 
wood which furnished the material for 
the masterpieces of the Dutch and French 


craftsmen, for those of Chippendale, Sher- 
aton, and Hepplewhite, the chief worldly 
delights of our colonial ancestors. The 
wood of these masterpieces, if examined 
with care, will be found to differ radically, 
in both substance and treatment, from 
the modern commercial mahogany. The 
old wood is of extreme hardness, abound- 
ing in knots, markings, vein-systems, and 
all other “accidents” which make for the 
beauty of a vegetable growth. It was 
treated by successive applications of oil, 
and, after each coating, was left exposed 
to the sun; a process which gave a hard 
polish to the surface of the wood, accen- 
tuated irregularities of color and tone, and 
in all ways furthered the work begun by 
Nature herself when the wood was yet a 
living tree. 

If, now, the modern mahogany of the 
factory and shop be examined, it will be 
recognized as of the “soft” variety. It is 
easily worked, as it contains no knots. It 
is subjected to the glazing process in order 
to conceal defects of fiber. It is tortured 
upon a machine, like a victim of the Span- 
ish Inquisition upon the rack, into swollen 
forms, or it may be stabbed to the heart 


by an inlay, equally painful tc the sight of | 


lovers of the old masters of marquetry. 

The use of mahogany was most legiti- 
mate in its day. It was a sign of the 
times, a result of colonial expansion made 
by the English and the Dutch. The wood 
received consecration at the hand of many 
amaster. But the touch of genius cannot 
be imitated, and the hands are dead that 
gave it. New materials await the work- 
ing, and new thoughts their development. 
Then, since the genius of the American is 
structural, as is seen by his government, 
his control of natural resources, his mastery 
of finance, let the building art, the lesser 
as well as the greater, provide him with 
an environment in which he shall see his 
own powers reflected. In the appoint- 
ments and fitting of his dwelling, let the 
structural idea be dominant, and the ma- 
terials employed be, as far as is possible, 
native products, in order that the scheme 
may be unified and typical, in all respects 
worthy to pass into the history of art, 


- since art is the mirror of life, 
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